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ABSTRACT 


For the musicologist, noticing a composer's predilection for a particular technical procedure does not 
represent an ultimate goal, but an early stage of the research, an invitation to analysis. It is only from 
this point on that there raises a multitude of questions that are waiting to be answered to: "what are the 
reasons for the predilection? ", "can there be established correlations between the recurrent use of the 
procedure in question and the composer's intention of communication, his musical conception? "; "can 
there be identified certain distinctive and defining characteristics?" etc. In this endeavor, the 
musicologist sometimes has the chance of a priceless ally: a theoretical work of the composer — a 
decanting of his artistic vision. This is in short the story of the present study, which started from a 
finding inferred from the musical concreteness (the relatively frequent use of the harmonic pedal in 
Tudor Jarda's choral creation), received an extremely useful theoretical support (the musicological 
volume signed by the composer) and sought to answer to the questions above. 
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1. Terminological difficulties... 


; - ú koni 
Pedal, ison, burden, "tiiturá", "bâz" ? 


... Terms designating musical procedures that are 
identical, different or equivalent? Their cultural, geographical and historical affiliation 
indicates possible distinctions: the pedal is specific to tonal music, all the other pertaining to 
the sphere of modal music: the ison — in the area of Byzantine religious music; the burden, 


" 


"tiitura", "bâz"-ul — in that of the traditional music. 
But are the differentiations sufficiently substantial so as to speak of distinct musical 


procedures? For what approaches these terms — the idea of convergence element, centripetal, 


10 wp; ex À 7 . : o i : 
"Tiiturá", "baz" — ostinato-type of accompaniment, used in traditional Romanian folk music. 
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functioning as an anchor — seems more important than what disjoins them, pleading for their 
equivalence. 

On the basis of this kinship of principle and given that the term most conveyed is the 
one of "pedal", many theoreticians assume this latter to indicate any context in which we deal 
with a sound sustained by extension or repetition. While, focusing the objective on 
emphasizing the differences between, for example, pedal and ison, others build a binomial 
dichotomy, considering the pedal — centrifugal and the ison — centripetal [4, p. 371, 70-71, 
241-248]."' 

Personally, even though I opt for customization (preferring to use the term "pedal" in 
tonal context and "ison" in modal context), I think the diversity of situations imposes a certain 
degree of flexibility. Thus, even if we are facing with a modal area, a repeated sound can 
hardly be called "ison", rhythmization not being specific of the latter; we could use instead the 
term "tiiturá". There intervenes, however, the danger of creating too subtle differences that 
would encumber communication. 

Maybe we should resign ourselves to accepting the need for "approximate" and 
tolerate the use of the term "pedal", since it is not only the most naturalized, but also the most 
permissive, including most of the situations: rhythmic pedal, pedal to the upper voice or to the 
median voices, discontinued, figured / ornamental pedal, pedal group etc. This concession is 
not intended to eliminate nuances, but only excessive hardening. 

Tracing some clear boundaries will still prove itself to be difficult despite the 
multitude of terms listed above. Questions which, unfortunately, do not have only one answer, 
such as "how long should the sound be sustained in order to be considered pedal?", "can a 
sound in a sustained harmony or a sound common to several chords be considered pedal?" or, 
in other words, "the creation of dissonant relationships between the pedal and the rest of the 
voices is compulsory?" will occur obstinately. Sometimes we can decide depending on the 


context, sometimes interpretations are still multiple... 


2. Tudor Jarda and the integrative spirit 


Jarda's work entitled The modal harmony. Applications to the Romanian traditional 


song, although not published until 2003, is the result of some concerns, research and 


! fora plurality of views, in which the idea of equivalence however prevails, see: Martian Negrea, [9, p. 130- 
132], Alexandru Pascanu [10, p. 295-296, 559], Dan Buciu [1, p. 34-35], [2, p. 161-162], Arnold Schónberg [11, 
p. 137-138], Tudor Jarda [5, p. 77-90]. 
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theorizations dating from 1950-1960, "period during which /.../ the recovery of folklore was 
of primary importance" [5, p. 5]. In an integrative vision, Jarda seeks those points of 
convergence that transcend languages and stylistic eras and can constitute an argument for the 
statement "Tonal and Modal are particular cases of more general concepts" [5, p. 28]. 

One such point of convergence is the report dissonance-consonance, which Jarda, like 
other theoreticians, abstracts in extra-musical terms, as a tension-relaxation relationship. After 
demonstrating the historical and cultural relativity and variability of the notions of consonant / 
dissonant, Jarda considers that there are two ways in which we can operate such 
categorizations. The first is the one of the physical objective reality — expressed through 
acoustic resonance —, which explains the consonance relationship through the existence of a 
large number of common harmonics (a vision that sustains H. Helmholtz’s theory). The 
second way, the subjective one, starts from the evaluation of the whole, within which 
consonance and dissonance form a complementary relationship; in other words, no intervallic 
or chord structure (except perhaps the perfect octave) can be classified as fully consonant or 
dissonant, but only more consonant or dissonant, compared to another structure [5, p. 22-23, 
30-33] (a perspective similar to the phenomenological one [3, p. 30]). As a consequence, there 
can only be two types of relations between the two chords: of increase, respectively decrease 
of instability. Jarda concludes as follows: "any consonant relationship is a relationship of the 
type Dominant-Tonic; any dissonant relationship is a relationship of the type Tonic- 


Dominant" [5, p. 33]. 


3. The pedal in the creation of Tudor Jarda 


The pedal as compositional device enjoys a special interest from the part of the 
composer and theoretician, who assigns the first three subchapters (The pedal, Pedal 
amplification, Pedal shift) within Chapter IV of the volume above mentioned. Although, as a 
result of the same holistic logic, he uses only the generic term of pedal, specific to the tonal 
language — drawing, however, the necessary parallels with other forms, such as ison, "the 


elders' bagpipes" or "tiitura"’” 


—, Jarda tackles the matter of applying the procedure strictly 
within the modal context with references to the typology of the Romanian traditional song. In 


order to illustrate his considerations through excerpts from his own work, we chose the Ten 


12 Then Jarda enters a third term into the equation, the subdominant, so the chord "will be dominant for all 
chords (of the same structure, my note) that compared to it have a higher degree of consonance in the chaining, 
and vice versa — subdominant for all that have a higher degree of dissonance" [5, p. 77]. We shall not go into 
details on how Jarda interprets these relationships in tonal and modal context, as these aspects exceed the topic 
of the present paper. 
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carols”, which answer the purpose of the subtitle of his theoretical work (Applications to the 


Romanian traditional song). 


3.1 Functionality of the pedal. Consonant or dissonant relationships. 


The pedal constitutes itself in an assertion of permanence, convergence, unity in 
diversity; especially from modal perspective, it symbolizes eternity, possibly the rule of One 
within the One — Multiple relationship: "The pedal means actually a continuous T"'^. 

Unlike recommendations for the use of pedal in the tonal perimeter, "claiming, almost 
mandatory, actually dissonant accidental harmonies" [1, p. 34] and often constituting a 
moment of substantial tension, the pedal characteristic of the modal is milder, more 
consonant, as the multiple to which it relates and which it states "without raising its voice" is 
not represented by different chord-structures — of which the sound-pedal is or not part as real 
element like in the tonal syntax — but, in the vast majority of cases, by a simple melody. The 
disadvantage of the lack of harmonic variation (through too less frequent changes in the 
accompaniment sound) is compensated by highlighting the diverse intervallic relationships 
that are established between the maintained sound and the melodic path [5, p. 80]. 

Quantification of intervals tension created between pedal and melody does not take as 
reference the usual classification of intervals, but the way in which the sounds of the melody 
fit or not among the first superior harmonics of the pedal, which thus becomes synonymous 
with the fundamental sound. Therefore, intervals considered dissonant in the traditional 
theory, such as minor seventh or augmented fourth (existing for instance in the acoustic 1), 
are viewed — in the modal logic — as consonant, as they belong to a single acoustic entity: 
natural resonance of the sound-pedal. And the traditionally consonant interval of Major sixth 
becomes — pursuant to the same logic — the farthest harmonic and hence the most tensed [5, p. 
78]. The most consonant interval (besides the perfect octave) is the perfect fifth, the third 
harmonic [5, p. 82] (located in an acoustic and frequency report of 3/1 to the fundamental) 
representing "the future, actually, of the base sound" [3, p. 21]. 

Jarda considers that in modal music the pedal is suitable "especially in the melodic 
fragments without obvious functional movement", but can be used "even when (my 
13 Published as Zece coruri, Conservatorul de Muzicá "Gheorghe Dima", Cluj, 1971: La casa di peste drum (At 
the house across the street); Colo'n dealu, dupa dealu (There on the hill, after the hill); Pe dealu cu stánjinile 
(On the irises hill) ; Soare strálucea (The Sun was shining) Slobozá-ne gazda-n casa (Host, let us in the house); 
Vânătorii lui Crăciun (Christmas’ hunters); Si se-ntálni cu-n d-Ajunu (And there she met a youngish on Eve); 
Colo-n jos in prundurele (Down-there on the riprap); Ma luai, luai (I took, I took myself along); Bun gánd s-o 


gánditu (Good thought he then thought). 
14 "T" symbolizing the tonic function [5, p. 78]. 
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emphasis) the sounds of the melody are not fully included in the beginning of the harmonic 
series and even when (my emphasis) stopping on some sounds may accept change of 
harmony" [5, p. 78-79]. As we can see, the main condition for using the pedal is integrating as 
many sounds as possible of the melody into a single series of harmonics, whose fundamental 
is the very sound-pedal. The situations that do not meet this condition are seen as cases 
acceptable to the limit, concept that is contrary to the criteria applicable to the tonal pedal, for 
which superposition of different harmonic functions represents, if not an explicit target, at 
least "the salt and pepper" of that moment. Given these distinctions, I think we can consider 
as "pedals" certain sounds that in a tonal context would rather be categorized as sustained 
harmony or common sound of different chords. 

The functions outlined through a single sound-pedal are multiple. Of course, the most 
commonly used is the first scale degree (tonic function), present as pedal in nine of the 70 
carols analyzed (except for Colo-jos ín prundurele, to which we shall return). But simple 
pedals appear also on other steps of the melody mode: on the fourth (Colo’n dealu, dupa 
dealu, b. 30-36) or fifth degree (La casa di peste drum, b. 19-21), regarded by Jarda as having 
other functions than those with which we have got used to: dominant (4^ step), respectively 
subdominant (5^ step) in the case of an Aeolian or Phrygian mode [5, 37-38]. 

An interesting case is the simple pedal, but with a double function, as it appears in the 
carol Vânătorii lui Crăciun (b. 11-13), resulting from the exposure of the same melody on 
different sound centers, in stretto; thus, the sound G is simultaneously 1“ degree for the 
soprano melody and 5" degree for the bass melody, being an important factor of cohesion. 

Another situation on which is worth dwelling is the harmonization of the melody in 
the carol Colo-n jos ín prundurele, in which the composer exploits a virtual functional 
polyvalence of the melody: written in Mixolydian on D, but debuting on the fifth scale degree 
(A), the melodic configuration suggests the sound A as a possible center of the first two 
melodic lines. Jarda takes this suggestion and harmonizes the fragment using consistently the 
sound E (b. 1-3, 12-14, 21-24, 29-32), which proves to be not only the fifth (the harmonics 3) 
of the alleged center, but the protagonist of a possible (and ultimately confirmed) cadence on 
the second scale degree, in a subtle process of change of focus from D to E (see especially 
m. 49-54), which unfortunately we cannot detail here. 

In the subchapter "Amplification of the pedal" Jarda extends the same logic of kinship 


by the acoustic resonance and suggests double or triple'? pedals on different sounds (although 


'S The quadruple pedal is only mentioned as a possibility, not exemplified cf. [5, p. 84]. 
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octavization is also counted as a viable solution), considering that the most appropriate (and 
more consonant, following the idea of stability proper to the function of tonic) are the 
overlaps of perfect fifths, of the type: C — G (harmonic 3 of C) — D (harmonic 3 of G or 
harmonic 3 in a 2™ degree series of C i ^ in other words, 3?, that is, harmonic 9). 

Thus, the double pedal on different sounds will be made mostly on the first and fifth 
scale degrees (La casa di peste drum, b. 1-3, 6-8; Soare strálucea, b. 25-29; Ma luai, luai, b. 
1-7), but we also find it in the combination I + IV (Si se-ntálni cu-n d’Ajunu, b. 25-31) and 
even IV + V or I + II (Soare strălucea, b. 39-41; 62-66; 68-72), the last two being cases of the 
type "fundamental + harmonic 3 of 2'* degree". 

Having a substantially smaller incidence, the triple pedal also appears as an overlap of 
perfect fifths, in several ways: on the steps I+ IV + V, in which the first scale degree plays a 
median role on the acoustic level, of balance, being generator sound for the fifth step and 
harmonic 3 for the fourth step (Si se-ntálni cu-n d 'Ajunu, b. 44-48); I + V + IL, with a double 
acoustic report 3/1 between V — I, respectively II —V (Slobozd-ne gazda-n casa, b. 5-7; Colo-n 
jos in prundurele, b. 49-53); 1+ V + VI, the sixth scale degree occurring as harmonic 3 of the 


second step, the latter appearing in the melodic line (Soare strálucea, b. 30-34, ex.1). 


Example 1: T. Jarda, Soare stralucea, Moderato, bars 25-30 (transposed in the upper octave) 
Add -4 

m 2 ee 

s. s. 


Finally, we also encounter the multiple cumulative pedal, evolving gradually from a 


sound to six overlapping sounds. The obtained conglomerate does not represent the vertical 
synthesis of sounds of the melody, but a more complex synthesis, encompassing also two of 
the sounds used quite frequently in harmonization (F# and C#)'’, but which are not part of the 
sound material of the melodic drawing. This synthesis is anticipated in the measure 41, in 
which the two hypostases differently altered of the third (C — CZ) and sixth scale (F — F7) 


degrees are presented simultaneously. 


Example 2: T. Jarda, La casa di peste drum, coda, Vivo, bars 56-64, 41 (reduction) 
m.56 m.57-59 m.60 m.61-62 m.63 m.64 m.41 
€ 


I 


fo $e» —$go  y*gB P8 dub E 


1 See [5, p. 35, 82-83]. All variants obtained by inversion are also allowed, thus obtaining intervals of perfect 
fourths, major seconds and minor sevenths, however preferring the placement of greater intervals in the low and 
of smaller ones in the acute (as they appear in the natural resonance). 

Sound F# appears in b. 6, 18, 20, 22, 30, 31, 35, 41-43, 50, 52; sound C£ appears in b. 24, 31, 41. 
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Jarda also accepts the temporary shift of the pedal to the next step (usually Subtonic, 
having dominant function, as in Bartók's axial system [5, p. 41-43, 53, 57]), with no 
interruption of the process. This seems to be having two motivations: either concretization of 
another virtual sound center suggested by the melody, or avoiding architectural fragmentation 
of the melody by an increased incidence of certain conclusive sounds, which could lead to the 
construction of closed cadences'?. In the same vein, Jarda uses "the fall" of pedal from the 
first to the sixth scale degree — anyway a frequent method in the traditional melodic — to 
strengthen (as harmonic 3) the final cadence on the second scale degree (Slobozd-ne gazdá-n 


casa, alto, b. 1-12; example 3). 


Example 3: T. Jarda, Slobozá-ne gazda-n casa, Moderato, bars 3-4 (only soprano and alto) 


betrug j 2 


3.2 The role of the pedal in arching the musical form 


The distinctions regarding the use of the pedal in tonal or modal context are noticeable 
also at architectural level. In tonal music, the pedal occurs mainly in the closing moments 
(and less frequently in the opening) of a formal arch; Schónberg [11, p. 138], for example, 
considers the pedal can mark the end of the modulating process, but can occur also at the 
beginning of the speech, in order to delay exiting from tonality. In both cases, the pedal 
represents a necessary counterbalance for the process of modulation, which constitutes the 
essence of the tonal discourse: leaving the initial tonal center, then regaining it. The extremely 
rare cases in which the pedal "takes over" the whole tonal speech are seen by Schónberg as 
exceptional situations”. 

What we apprehend as being exceptional in tonal music becomes the norm in the 
modal world, where the pedal could represent a pervasive procedure. In the /0 carols, Jarda 
uses it frequently, in a percentage ranging between 17 and 100 of the length of each work; the 
placement of the pedal at different voices is various, not designating any particular preference. 
Be noted that the songs in which Jarda opts for extensive use of pedal are written in slow or 


moderate tempos (on average, the pedal can be found in about 61% of their duration), while 


55 See: [5, p. 84-85], as well as the carol Bun gând s-o gánditu, b. 8-11, 15-21. 

?? The cases Schönberg reported (see [11, p. 138]) are: R. Wagner — The Rheingold Prelude (on a single chord — 
E flat Major), J. Brahms — A German Requiem (The Fugue) and the Sonata for violin and piano in D minor, 
op. 108 (the Development and Coda of the first movement). 
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faster carols resort to this procedure to a smaller extent (on average, about 27% of their 


duration). 
Title Tempo | Total no. of measures | No. of measures Approximate 
(including repetitions in which the percentage for the 
and excluding pedal is used use of pedal 


optional fragments) 


Colo'n  dealu, | Andante 
dupa dealu 
Pe dealu cu | Allegretto 
stánjinile 
Soare strdlucea | Moderato 


Slobozá-ne Moderato 
gazdd-n casă 


C rác iun 
cu-n ba Mun 
edi 


Mă luai, luai Lento 


Bun gând s-o | Allegretto 
gânditu 


If in the tonal perimeter triple pedal is not recommended (as it leads to the 
impoverishment and "freezing" of the speech [1, p. 38], by maintaining a chord of thirds and 
drastically restricting the number of voices that move freely), in the modal sphere a triple 
pedal "illuminates" the respective melody in another way: although the sounds of the pedal 
are closely interrelated (as superior harmonics), the sounds of the melody report to these 
differently, resulting in a diversity of intervals and acoustic reports, implicitly. Far from 
representing stagnation, a triple pedal may be the climax of a modal work. 

The architectonical role of the pedal is evident in the 70 carols, whose formal structure 
is similar: all songs are strophic, monothematic, configuring a spiral (with various exposures 
of the traditional tune) and generally following a tensional arch in which accumulation is 
performed by increasing the number of voices — including pedals — through densification of 
contrapuntal and imitative procedures, by amplification of the degree of dissonance etc. 

In the carol Soare strálucea the evolution of the pedal can be seen, from a holistic 
view, as a process of "archaeological" layer accumulation that overlap the past, present and 


future in a memory game with double meaning: the pedal on F (b. 25-29) is maintained as a 
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remainder of the past, of the previous tune exposure, in the same way that the pedal is 
maintained on G” (b. 30-35) or on B flat (b. 37-46) — example 4, pedal changes not 


coinciding to the delimitation of the melodic lines. 


Example 4: T. Jarda, Soare strálucea, Moderato, bars 13-38 (synthesis) 


Theme e 2" The 3" exposure, on B flat; the first 2 The 3" exposure, on B flat; the last 2 


melodic lines have a cad. on II (C), m.30. melodic lines, with a cadence on 1 (B flat) 


= 


In another moment of the discourse, the pedal occurs simultaneously as a reminiscence 


and anticipation, effect and cause, creating a double symmetric relation "C — F— C" —"D-G 
— D" (b. 61-66) — Example 5. If the appearance of the pedal on F (step I of the mode) falls 
into normality, the one on G (step II of the mode and fundamental sound for sound D in the 
melody) constitutes not only a surprise — the respective fragment not being harmonized in this 
way in the other 6 previous exposures of the theme — but also an amplification of tension, by 
insistence on the Major second?!. At the same time, the addition of G is not artificial, but 


organically inferred from the very structure of the melody. 


Example 5: T. Jarda, Soare strálucea, Moderato, bars 61-63 


é - p: e. 9 fP 
* . 


“> 
MT) 


Referring again to time and symmetry, we notice the way in which Jarda uses the pedal 
to avoid the whole sound structure submit to the fragmentation imposed by the melodic lines; 
thus in the carol La casa di peste drum, the pedal connects different harmonic lines either as a 
reminder, a reminiscence (b. 17-21), or as an anticipation (b. 24-28); same, in Soare strálucea 
(b. 30-31, 36-37, 42-43; see example 4, b. 30, 36). Other times, the melodic lines are 
concatenated, the last measure coinciding with the first from the next exposure (Colo-n dealu, 


dupa dealu, see example 6, b. 7, 13). 


20 Occurred in the measure 30 as harmonic 3 of the sound in the melody. 
?! The procedure is resumed in measures 67-72. 
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Example 6: T. Jarda, Colo-n dealu, după dealu, Andante, b. 1-18 (concatenation in bars 7, 


13). 
Exp. 1 (b. 1-7) 
Exp. 2 (b. 7-13) 


Exp. 3 (b. 13-18) 


Based on those stated above, we may conclude that, for Jarda, the use of the pedal is, 
especially in the creation inspired by traditional music”, a preferred procedure of also 
traditional origin, but to which the composer gives much more complexity and an outstanding 


architectural role, in a vision that is consequent, unitary and well reasoned. 


(English version by Stefania Hovoruha) 
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